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Reflections on the growing influence and pervasiveness of the media in daily life have been subject to fierce theoretical and cultural debate from the 1920s onwards. The ambivalence of attitudes to modern forms of media consumption was demonstrated in Huxley's 1932 description of 'the feelies' a mixture of filmic and amusement park experience in his dystopian novel Brave New World: "The other night, I experienced something I never have before. Lenina took me out to
The Feelies (a kind of movie theatre that incorporates the senses into a movie). Well, we got to the place and sat down in the big chairs. Soon enough, the lights went down and out of nowhere red fiery letters appeared in front of us. In order for me to get the "feely effects" Lenina told me that I had to hold on to the great metal knobs that were located on the arms of my chair. The second I took hold of those knobs I felt a strange tingly sensation on my lips. Then, the very realistic images of two people stood in front of us. It was astonishing just how actual and real the image was. It was almost as if the actors were standing right next to us. Meanwhile, something called a scent organ released a smell that tied into the film. Before I knew it, the movie was over" (Huxley. Brave New World) Huxley's description of the 'feelies' predicts a mediated immersive sensory experience that came to fruition later in the century with the development of virtual reality technologies. Unlike later protagonists such as Howard Rheingold, Huxley doesn't discount the importance of embodiment and the sense of smell in media experience. His protagonists still sit next to one another -their senses heightenedeven if the storyline of the film is boring -the characters nevertheless feel 'as if' they are next to the fictional characters. In this chapter I take this ambivalent and dystopian view of the sensory nature of media and analyze it through an analysis of technological mediation and distance, the militarization of the senses and the resultant transformation of the moral compass of subjects who have increasingly experienced much of the world "as if the actors were standing right next to us".
Within the time frame of this chapter society has witnessed the mass and domestic consolidation of the gramophone and the telephone; have seen the mass incorporation of radio; the introduction of sound movies; the transition from black and white newsreels to color film; the transition from cinema going to the swift rise and universal adoption of the television; the rise of computing and the Internet; the development of a wide range of mobile technologies from the transistor radio, the Walkman and the mobile phone. In addition to this the storage, transmission and retrieval of information has been revolutionized through the use of answer-phones, digital libraries and the Internet. The predominance of these largely audio-visual media have now been supplemented with the touching and holding technologies of mobile phones and gaming consoles. (Boellstorff 2008 , Goggin 2011 , Turkle 2011 ).
This chapter investigates the complex historical form of the media's role in what Walter Benjamin termed the 'technological sensory training' of the subject. He had argued that technologies had "subject [ed] the human sensorium to a complex kind of training…(and that) during long periods of history, the mode of human sense perception changes with humanity's entire mode of existence. The manner in which human sense perception is organized, the medium in which it is accomplished, is determined not only by nature but by historical circumstances as well." Of central concern to the present analysis does the German philosopher Heidegger who observed that articulate the way in which the mediated experience of the subject has subjected it to a transformed understanding of place and space as:
"The frantic abolition of all distances brings no nearness; for nearness does not consist in shortness of distance. What is least remote from us in point of distance, by virtue of its picture on film or its sound on the radio, can remain far from us. What is incalculably far from us in point of distance can be near to us." (Heidegger 1993) Heidegger, writing in the late 1940s points to the multi-sensory transformation of space embodied in media use. Marshall McLuhan had proclaimed in the 1960s that the world had become a 'global village', an issue returned to in the 1980s by Joshua Meyrowitz who was concerned to re-evaluate the nature of place and space through media consumption. He argued that, electronic media destroy the specialness of place and time. Television, radio, and telephone turn once private places into more public ones by making them more accessible to the outside world...Through such media, what is happening almost anywhere can be happening wherever we are. Yet when we are everywhere, we are also in no place in particular Meyrowitz 1985: 125) . by comparing direct experience with mediated experience in which direct experience was deemed to be the superior. More recently, Sherry Turkle has reiterated this appeal to the direct in relation to the use of MUDs when she argued that, "we are moving toward a culture of simulation in which people are increasingly comfortable with substituting representations of reality for the real." (Turkle 1995:23) Implicated in this loss of the phenomenological dimension of lived experience is the abolishment of distance, highlighted by Heidegger that is involved in the very nature of mediated experience. This view is central to Douglas Kellner's understanding of the sensory impact of the media in the 20th century: "Each technology is a window to the outside world, obliterating urban boundaries and spaces to the geopolitical channels of the global world and the world of atopic cyberspace. Exposed to global culture and communication, the city loses its specificity and city life gives way to technological cyber life, an aleatory, heterogeneous and fractured space, and a world-time that enables individuals to experience events simultaneously from every time zone in the world." (Kellner 1999:107) With this progressive rise of 24 hour connectivity and virtuality has come a collective "hallucination of presence" (Cary 2013 Virilio who argued that further articulates this position:
"One can notice the way in which the field of perception of war and the battlefield developed, simultaneously, at the same time. At first, the battlefield was local, and then it became worldwide and finally became global, which means satellized with the invention of video and the spy satellites of observation of the battlefield. So at present, the development of the battlefield corresponds to the field of perception enabled by the telescope and wave optics, the electro-optics, video, and of course infography, in short all the media." (Virilio 1989:64) The entertainment industry feeds into the military and vice versa through radio, film and video games. For example Deaville in his analysis of CNN coverage of the Gulf War of 1991 argued that it coverage involved "coordinating all production elementstitles, graphics, still and moving images, music, diegetic sound, narration, live broadcasting -around the crisis to create a spectacle that tapped into the audiences experiences with film and video games." (Deaville: 114) In addition to this Virilio argued that the very experience of cinema and later television was aligned to the experience of flying with its manipulation of space and depth through movement and with the panning of shots and the like. (Virilio 1989) The impact of this transformed sensorium upon the subject's ability to understand and reflect upon experience was understood as a consequence of this increasingly saturated media environment.
Linked to this 'transformed sensorium' was the very nature of the senses moral compass. Both Walter Benjamin and Theodor Adorno made the synergy between technological developments, the media and morality. Adorno had noted in the 1960s that history was a narrative 'leading from the slingshot to the megaton bomb' (Adorno 1981:320) "By close ups of the things around us, by focusing on hidden details of familiar objects, by exploring commonplace milieus under the ingenious guidance of the camera, the film, on the one hand, extends our comprehension of the necessities which rule our lives; on the other hand, it manages to assure us of an immense and unexpected field of action…With the close up, space expands, with slow motion, movement is extended. The enlargement of a snapshot does not simply render more precise what in any case was visible, though unclear: it reveals entirely new structural formations of the subjects impulses." (Benjamin 1971: 230) Benjamin in the above quote chose to focus upon the mediated proximity of the filmic look, which he interpreted as extending the sense of vision into an optical unconscious. Audiences that experienced Léger's film experienced it both visually and through the sound of its musical accompaniment -as an audio-visual experience experienced in a darkened auditorium -away from the hustle and bustle of everyday life. This experience of distancing from 'direct' experience was articulated in Susan Buck Morss's description of filmic viewing that focused upon it in terms of a 'phenomenology of looking' that bracketed out that which was exterior to the 'dreams' portrayed on the screen:
Going to the movies is an act of pure seeing if ever there was one.
What is perceived in the cinema image is not a psychological fact, but a phenomenological one. It is reduced, that is, reality is bracketed out. Susan Acoustic close-ups make us perceive sounds which are included in the accustomed noise of day-to-day life, but which we never heard as individual sounds because they are drowned in the general din…in the sound film, scarcely perceptible, intimate things can be conveyed with all the secrecy of the unnoticed eavesdropper. The general din can go on, it may even drown completely a sound like the soft piping of a mosquito, but we can get quite close to the source of the sound with the microphone and with our ear and hear it nevertheless. Balazs :
Sound, according Balazs, reconfigures reality in the filmic image to achieve it s own version of audio-visual veracity. However, the experience of early cinema was not merely an audio-visual experience but was rather a more multi-sensory one.
Kracauer captured the multisensory assault on the senses with the following description of cinema going in Berlin:
This total artwork of effects assaults all the senses using every possible means.
Spotlights shower their beams into the auditorium, sprinkling across festive drapes or rippling through colorful, organic looking glass fixtures. The orchestra asserts itself as an independent power, its acoustic production buttressed by the responsory of the lighting. Every emotion is accorded its own acoustic expression and its color value in the spectrum -a visual and acoustic kaleidoscope that provides the setting for the physical activity on stage:
pantomime and ballet. Until finally the white surface descends and the events of the three dimensional stage blend imperceptibly into two-dimensional illusions. The film portrayed the crash of an early rocket prototype that was hauntingly reminiscent of the images of the Challenger disaster that were broadcast live in 1986. The film itself provided the blueprint in the 1950s for the most popular ride in the newly opened Disneyland theme park:
The jewel in the crown of Tomorrowland, however, was Rocket to the Moon, a Hale s Tour -style ride to outer space. Rocket to the Moon seated riders in a theatre inside a mock rocket ship. As seats rocked and ambient sounds signaled liftoff, rocketeers could watch animation of the receding earth on a movie screen underneath the transparent floor and views of where they were headed on a movie screen directly in front of them. The ride took them around the moon and back home again…Rocket to the Moon remade the fantasy of from visiting a destination that fulfilled the modern urbanite to the fantasy of being inside a movie… Rocket to the Moon harnessed the exhilarating sensations of kinesthesia and speed for the cinema…it is much easier to simulate reality when the reality being depicted is already a movie. Rabinovitz : In doing so television appeared change the relationship between the social world and the 'interior psychic landscape, scrambling the relations between these two poles." (Crary 2013: 81) Central to this ethical perspective was the viewing of war, which to paraphrase Adorno, had progressed from the Newsreel as embodied in World War Two reporting, to the live twenty four hour broadcast embodied in the first Gulf War of 1991. Baudrillard understood this in terms of the substitution of reality by the image in the media coverage of the war in Bosnia, "In our fear of the real, of anything that is too real, we have created a gigantic simulator. We prefer the virtual to the catastrophe of the real, of which television is the universal mirror." (Baudrillard 1995:50) The very transience and ubiquity of media experience has transformed perceptual capability from this perspective. William Stam brought an ethical dimension to this insight, quoted by Morley "that, television news flatters its "armchair imperialist viewers" into adopting a subjective position as "the audio visual masters of the world", and the "guarantee" which television offers them is the "illusionary feeling of present-ness, this constructed impression of total immediacy…a televisual metaphysics of presence." (Morley 2000: 185) Mediated Multi-Sensuality Two: Sound and Vision
Whilst it was an increasingly common event for people to regularly visit the cinema in the 1920s, increasingly they could stay at home and listen to the new novelty:
radio. Sound technologies, as distinct from more visually based technologies, had produced their own specific relationship between the real and the virtual beginning with telephony, the technology that separated time, place and presence, as Peters notes, "the succession from the "singing wire" (telegraph), through the microphone, telephone, and phonograph to radio and allied technologies of sound marks perhaps the most radical of all sensory reorganizations in modernity." (Peters 1999 William Gibson, the science fiction writer credited with thinking up the notion of virtual reality commented upon the radical transformative nature of the Walkman, the Sony Walkman has done more to change human perception than any virtual reality gadget. ) can t remember any technological experience since that was quite so wonderful as being able to take music and move it through landscapes and architecture. (quoted in Bull 2000:7) Walkman users frequently described their experience of moving through cities as filmic in nature. City streets would take on the quality of the music that they listened to.
Users would often choose music which they considered would suit the environment passed through, thus transforming users perceived power over their environment. Historically it was thought that city dwellers were dependant upon the existing physicality of cities, for example the French anthropologist Marc Augé had described cities in terms of non-spaces -semiotically void of interest by which he meant shopping centers, car parking lots and the like. Now, users were able to re-create meaning for themselves mediated though the music listened to. "Many of you already understand better than my generation ever will the possibilities of computers. In some of your homes, the computer is as available at the television set. And I recently learned something quite interesting about video games.
Many young people have developed incredible hand, eye, and brain coordination in playing these games. The Air Force believes these kids will be outstanding pilots should they fly our jets. The computerized radar screen in the cockpit is not unlike the computerized video screen. Watch a 12-year-old take evasive action and score multiple hits whilst playing "Space Invaders," and you will appreciate the skills of tomorrow's pilot."
The militarization of the senses alluded to in Reagan's speech and the attendant number of public meeting places have been victim to Drone attacks. As Said Farhad Mirza claimed, "We can't go to the markets. We can't drive cars. When they're hovering over us, we're all scared. One thinks they'll drop it on our house, and another thinks it'll be our house, so we run out of our houses. 
Conclusion: Experiencing 9/11
Heidegger had argued that the media destroyed the sense of space in the mediated world of the 20 th century. In doing so, following Benjamin, the impact that this transformed sense of the social has had on the subject's moral compass and the militarization of their sensory orientation to the world has become apparent in the synergy between computer gaming and warfare as argued in the previous section of this chapter. This is not to claim that militarization is the only form of training to have taken place. Paradoxically, the simultaneity of experience in the networked society, has for some made the global world smaller, not larger -from the eye to the screen:
"The capacity of interaction, interactivity will reduce the world, real space, to next to nothing. So, soon, in the future men will have a feeling of being shut up in a very small world…I think that, just as Foucault talked about this feeling of being shut up in prison, the future generation will have this feeling of being shut up in the world, of incarceration which will certainly be on the verge of the unbearable. The last image:
interactivity is to real space what radioactivity is to atmosphere. It's destructive." "There is an extended sequence of the live footage, which provides us with a long shot of the Manhattan cityscape in grey smoke. Filmed from an Ellis Island crane, the long shot again creates an aestheticized effect, whereby the scene of suffering appears as a spectacle to be contemplated rather than acted upon. Confronting us with the sublime quality of human tragedy, this management of visibility removes the urgency of the 'here and now' and opens up a space of analytical temporality, providing us with the option for reflection on the events." (Chouliaraki 2006: 10) The events of 9/11unfolded primarily on the world s television screens through a mixture of studio presentation, hastily composed live shots from mobile camera crews on the ground and telephone interviews with New Yorker s who were witnessing the events live. Spectators from around the world primarily the audience became global immediate witnesses. Paradoxically, the newscasters themselves missed these events -their gaze on the cameras in front of them -not on the images behind -the imaged beamed out to the world in silence, divorced from the blood, smell, heat or sound of the events unfolding before their eyes. As
Zelizer comments -there were no bodies. When images of falling people jumping to their deaths in silence were briefly shown, they were quickly removed from subsequent broadcasts. In the aftermath of 9/11, many resorted to more traditional media, such as newspapers, "people really wanted to look at images in their own time, contemplating and absorbing the tragedy in ways that the rush of television could not accommodate." (Zelizer 2010:115) In the search for meaning, many audience members turned to film as a reference point. The unfolding events of 9/11 as presented on television appeared to imitate (ollywood movies. The phrase, it looks just like a movie was one that Some people have said you know hearing Kevin s words has made the events of 9/11 more human for them that there were really people in there that it wasn t just a building. One lady called him the voice from the towers it made it real for her -it wasn t just a news story -it seemed like it was just a movie but when they heard Kevin speaking realized it was a real think -there were real people inside. 9/ Phone Calls from 
